Prince Leopold, himself an accomplished musician, received Bach's music enthusiastically; the composer enjoyed an almost "warm" interaction with his employer and considerable artistic freedom (Vogt 1988, 43) .
During the Leipzig period , the composer's duties were concentrated almost exclusively on the creation and performance of sacred music for Lutheran (Moroney, 1991) .
The E-Minor Sonata for Flute and Continuo follows the structure of the Italian sonata da chiesa (church sonata): four movements in a slow-fast-slow-fast alternation.
The first movement, Adagio ma non tanto, starts with an ascending bass line that moves more slowly that main theme exposed by the soloist. Much of the movement is built up of one-bar units that are imitated between bass line and flute (e.g., mm. 7-8). The movement as a whole, though it lacks a double bar and repeat signs, is structured as a simple binary form: Unifying contemporary musical devices with classical instrumental style and form, Prokofiev was able to exploit all the resources of the instrument and achieve a neoclassical clarity supported by an interesting contemporary harmony.
PART I ||PART II
About this Flute Sonata, the composer wrote: "it has turned out to be quite bulky,
with four movements and about forty pages" (cited in Nestyev, 1960, 352) . This work is unquestionably long; however, Prokofiev not only managed himself to make it fresh to the listener's ears, but also to the flutist's lips. The second movement is a Scherzo that contrasts with the lyrical style of the first movement. The fast tempo and the accentuated rhythm increase the sense of energy and gracefulness. Written in triple time, this theme disorients the listener at times by using accents to create a cross 2/4 meter. A second theme appears, in a clear 3/4 time with an exuberant triumphant mood. Then, the first theme returns again followed by a slow third theme that brings back the temperament of the first movement. The movement ends with running eight notes passage after the second appearance of the magnificent second theme.
The third movement is a lyrical Andante that brings back the spirit of simplicity present in the first movement. The flute starts alone and later the piano enters playing a secondary role when not taking turns with the melody. The middle section is full of triplets in the flute section which serves as counterpoint to the main theme, now played in the piano.
The last movement, Allegro con Brio, evokes the spirit of eighteenth-century classicism with its sonata-rondo design, its ornamentation, and its precise rhythm. The
Prokofievan humor is also present in this movement, giving it an optimistic spirit after the lyricism and the playfulness of the previous three movements. This sort of analysis, however, does not get one very far. Some local progressions, for example, seem to arise merely from the juxtaposition of sequentially transposed blocks (e.g., mm. 9 -10 and 13 -14, which lie a tritone apart. Others arise from the kaleidoscopic transformations from diatonic to non-diatonic collections (e.g., whole-tone versus diatonic tetrachords in mm. 50/4 -51). A thorough accounting for the pitch organization in this sonata, however, is beyond the scope of program notes!
OLIVER MESSIAEN: LE MERLE NOIR FOR FLUTE AND PIANO
Oliver Messiaen was not only captivated by nature but also able to make it his source of inspiration for much of his work. About this topic, he stated: "There are a thousand ways of probing the future… I only wish that they would not forget that music is a part of time, a fraction of time, as is our own life, and that Nature, ever beautiful, ever great, ever new, Nature, an inextinguishable treasure-house of sounds and colors, forms and rhythms, the unequalled model for total development and perpetual variation, that Nature is the supreme resource" (Dingle 2007, 137) .
Using Nature as a source of inspiration, Messiaen became particularly sensitive to birdsongs. Other composers such as Rameau, Liszt, Mahler, Wagner, and Beethoven, attempted to transcribe birdsongs into music but the results were stylized babblings and trills. Apparently, during the time he spent in Verdun as a stationed soldier at the beginning of World War II, Messiaen became particularly attentive to birdsongs and started incorporating them into his compositions. La Nativité and the Quartet for the end of Time are examples of such works; these first attempts contained mere references to specific types of birdsongs he wanted to imitate in the pieces (Dingle 2007, 137-139 The piano enters accompanying the flute in a much slower passage. Later, the initial tempo is recovered, leading to a much faster part where both instruments share thematic material in a new key. The line is now longer and more elaborated and the texture is more complex. A new change of key signature and mode, aids in emphasizing the more vigorous character of a new short passage, after which the initial mood is restored. The movement finishes in two energetic eight notes with the indication of sforzando.
The second movement is defined by Copland as closer to his own temperament with "harmonic and melodic language more akin to my later works, with the principal idea in the flute projecting a whole-tone sound similar to the opening of the Piano Quartet" (Copland 1989, 376) . Starting with a bell-like introduction on the piano part, this movement is certainly sorrowful. The use of the flute's low register in some passages assists in achieving the warmer tone the composer seeks. The bell motif of the piano introduction is present throughout the movement. At Solum's suggestion, the author added some harmonic fingering to facilitate the production of the "thin tone" so difficult to achieve in the instrument (Copland 1989, 375-376) .
Finally, the last movement is "lively, with a triadic theme in a free form" (Copland 1989, 376) . Like the other two movements, the final movement of this work is in ABA form. Energetic and precise, the flute and the piano share thematic material that highly contrasts with the rest of the work.
About the Duo Copland stated: "Being aware that many of the flutists who were responsible for commissioning the piece would want to play it, I tried to make it grateful for the performer, but no amateur could handle the Duo; it requires a good player" (Copland 1989, 375) . In addition, Michael Steinberg of the Boston Globe declared about this piece: "Hearing Duo was also an occasion for gratefully remembering how extraordinarily evenly high Copland's standard of achievement has been. He has composed at greater and lesser levels of musical density, but he has never written inattentively nor, for that matter, without huge signs saying 'only by Aaron Copland.'
The Duo is a lightweight work by a masterful craftsman. It is going to give pleasure to flutists and their audiences for a long time" (Copland 1989, 377) .
